are characterized by a common manner of narration and form the writer's cycle of works about the folk's national character and its evolution under the influence of the events in the first half of the 20th century. The article mainly focuses on the fairy-tale novel "Tochka Zreniia" ("Point of View") which arouses interest as it clearly reveals the writer's artistic tools that are more naturally applied in the anniversary prose cycle.
Introduction
The literary criticism still does not provide with the unanimous understanding of which form, he pointed out to a sense of confrontation between his heroes and the writer himself with the civilization and culture, the peasant with the city as Shukshin's key creative intention. With a shank in a boot-top they hide in dark alleys for poor intelligent "citizens": "Maliciously and acutely the emotion flashes in the stories, turns into a joke, fable, grin at the right moment, and then suddenly stabs, doing it unexpectedly and with lightning speed" (O Shukshine, 1986: 124) .
In the 90s they prove the conception of Shukshin being an antitheist who focuses on national pre-Christian spirituality (Chernosvitov, 1989) , a fighter with the system of the dissident doctrine (Vertlib, 1990) . At that time, a tendency of ideology-free semiotically profound linguistic analysis of Shukshin's prose was formed (Kozlova, 1992) , a peculiar result of this phase being "Shukshinskaia entsiklopediia" ("Shukshin Encyclopedia") (Shukshinskaia entsiklopediia, 2011). We mention talented and bright works that have outlined the trends typical for many researchers.
In our opinion, there is a corpus of Shukshin's works, the analysis of which makes it possible to define the interaction of the ideological and the formal in his creative work with greater evidence and to update the most important ideas about the nature of his artistic methodology, conception of modern national history.
Problem Statement
In [1966] [1967] [1968] 
Chelovek s Ruzh'em (A Man with a Gun)
as a Protagonist of the Post-Revolutionary Era All this military and combat rhetoric, generally characteristic of the mass propaganda of the Soviet era, helps to recognize an allegorical image of the "new world" in Bron'ka's "distorted history". And he himself is to some extent a creator, this world's creator and its attribute to a much greater extent: he is obsessed with his "history" and has no power over himself.
Every detail turns out to be significant at the chosen manner of a secret dialogue with a "thinking and clever" one. Bron'ka lost his fingers while taking a shot in "zimnee vremia" ("winter time"). These words in the text of the story seem to be semantically redundant: indirect indications are enough to understand when it all took place. They stand out of a general course of the narrative both stylistically and even graphically:
they are put in brackets. All this leads to thinking it over once again when the implication is already slightly open. Then it is quite logical to call to mind the Winter Palace, the storming of which began with a shot from "Aurora".
The symbols of the shot fingers may be associated with "their" meaning in the history of Old Belief. It is the sign of the cross with two fingers that was one of the religious rituals distinguishing the "old faith" from the "new one". Having lost his fingers as a result of a "fatal shot", the hero thus turned out to be symbolically separated from the "old faith" but cannot truly serve the "new" one.
The actor E. Lebedev recalled how sharply
Shukshin reacted during the filming of the
Rokovoi Vystrel movie when "off-camera there was a shot that was not in the scenario; involuntarily frightened, I yelled "e-e-e-e!.." -and at that moment someone shouted "Stop!".
But Shukshin started screaming: "Who has said "stop!"!? I would have played it! The shot would have gone into the film!" (Shukshin, 1998, Vol. 5: 435) . The reaction was so harsh because the unexpected was also considered by the writer as a means to focus on the essential things.
Bron'ka Pupkov is not to be blamed for some sort of loss of his "path and goal", his destiny. In the idea of the plot of the Mille Rardons, Madam! movie Hitler was planned to be "like Gulliver among the Lilliputians, Gulliver being almighty and able to shoot with his fingers" (Shukshin, 1998, Vol. 5: 510) . But Bron'ka's finger for shooting -the index one -was torn when Bron'ka was young, in the period of "great change". According to Shukshin, "twenty-five minutes" of Bron'ka's on-screen monologue "were enough to fit in the man's fate" (Shukshin, 1998, Vol. 5: 510) .
The writer had a feeling that the film version of the story resulted in schematization of a set of images ("crutches" in Shukshin's words), so the Rokovoi Vystrel movie has the only detail of reference to historical-and-revolutionary problem, detail being the title of the movie.
It is more specific than in a story that implies and requires slow reading. The "fatal shot" of "Aurora" marked the beginning of a "new era", the birth of the "new world" and a new, "crippled" man, preserving remarkable national strength but disoriented and shooting off the mark at the decisive moment.
"Bron'ka cries, holds the hand as if he was shooting" ("Bron'ka krichit, derzhit ruku, kak esli b on strelial") but he has nothing to "shoot" with. The attempt to "kill the bastard" Shukshin proceeded from a belief that it is impossible to "kill" the truth, but it is important not to hide it: "A sober and reasonable man is undoubtedly everywhere and always fully understands his time, knows the truth, and keeps it a secret if the circumstances are such that it is better to keep it a secret. A smart and talented man will definitely find a way to reveal the truth at least with a hint or a half-word. Otherwise, it will torture him and the life will be a waste of time, as it seems to him" (Shukshin, 1998, Vol. 3: 434) . In the field of artistic form there gradually "emerges the writer's theory: "A shift of accents" when the main thing... is not to focus but show as abreast with the secondary ones. To imitate the naïve" (Shukshin, 1998, Vol. 6: 416) .
Other components of the writer's theory are not mentioned, although he had been thinking of providing the details: "I will explain after I have got the understanding" (Shukshin, 1998, Vol. 6: 425) . The analysis proves that it is the support on the textbook plot schemes and images that underlie "a hundred volumes... of party books" for mandatory reading that is one of the important and permanent ways to create a subtext in Shukshin's historical and philosophical cycle.
The presence of such a foundation, "basis" ("Kir'ka slipped from the window sill... lay on the window sill again"), forces this symbolism the narrator. Like the classic water snake, Kir'ka is clearly ready to outlive Bedarev-the Falcon and also wants to know the mystery of the dying man's struggle and faith. But it is not "a musty heat of marshy lowlands" that becomes the cause of Efim's death, but, as it has been already noted, his "internal disease", his own "blood".
Association with Gorky's another romantic work can be significant in the description of Efim's disease and death. Danko from the story Starukha
Izergil' (The Old Woman Izergil') gave the people the fire of his hearts; whereas Efim's "fire" was not Kir'ka is not convinced by his former enemy's arguments, but, nevertheless, he is sincere with him. In the writer's evaluating system, "warm abundant rain" ("It is warm and damp") is a sign of reconciliation. It gives rise to hope for a revival and a rapid summer of life.
The heroes' common national roots serve the basis for such conclusions. They got separated in their social life, but remained inextricably linked on an organic level. Many artistic details serve the evidences: Efim and Kir'ka are still very close to each other, they have common strokes of external behavior, preferences. Kir'ka "drew down with strong home-grown tobacco"
("zatianulsia treskuchim samosadom"); Efim also asks for a "couple of draws" ('paru raz kurnut'") even at his last moment. In the end, a "flying"
and a "crawling" men are on the same human level: in his neighbouring enemy's words Kir'ka has not "crawled", "lay down" but "came". The narrator's tone also changes: "Kir'ka… stoial u okna" ("Kirka... stood at the window"), whereas
Efim has raged, "became heavy,... drooped"
("otiazhelel, …obvis").
A detail uniting the heroes in perspective of their human persistence is particularly revealing.
Kir'ka comes to his son-in-law; Efim has got only a daughter at his last moment. However, nothing is said about Kir'ka's daughter whom Kir'ka should logically have as he has a son-in-law. Nor the marital status of Efim's daughter is mentioned in the story. In the field of artistic logic, these images of a man (a son-in-law) and a woman The future film was meant to sound a fervent appeal to active participation in the construction of a new life" (Shukshin, 1998, Vol. 3: 510) . Eduards, Vladiks, Rustiks are more frequent ones" (Shukshin, 1998, Vol. 3: 406) . The history took a non-programmed way that no scenarios specified. "High Revival" did not take place. "We came earlier", says the Groom, a boxer and a cad. At that he "won't hear" the Bride, talking about a specific naked person. Lenin used to recall the works by Eugene Lysis, a French economist. They served the basis to argue that France, the homeland of European revolutionism, has long lost its revolutionary signs and that "France is, in fact, a financial oligarchy" (Lenin, Vol. 44: 281) , and in general "the unprecedented dominance of only a few banks, financial kings, and financial magnates, who actually turn the most free republics into financial oligarchies, has developed" in Europe and America, presuming their progressiveness (Lenin, Vol. 44: 216) . Even the tragic Gulag context was made vulgar in the course of these discussions. It became a "fashionable" reason for outlining the "facets", dividing the society, the dividing principle this time being that of "was imprisoned -was not imprisoned". The irony on this matter is felt in a scene of examining the Pessimist by Maluta Skuratov. "The opposition, yes. Only one pose might be left from the whole opposition," -speculated the writer (Shukshin, 1998, Vol. 6: 416 This results in the writer's cautious attitude to it, the reader's modest destiny and the lack of serious scenography. What makes Shukshin's best works unique is that their most important idea is revealed to everyone who can perceive at least a part of their structural and artistic content, whether the reader is a sophisticated philologist, or a simpleton for whom literary delights and subtleties seem strange. The overall impression is wound up by the course of the plot, the hero's character, association, allusion or metaphor, the element of humor, the dialogues or the writer's judgments... This quality of creativity makes people of different educational and "cultural" levels equally sensitive to the writer's thoughts. The "specific weight" of the meaning per a "text unit" is extremely high. Shukshin's works are not long, but conceptually richer that the volumes of many works. To understand them one needs rereading them: "True literature is meant for serious reading" (Shukshin, 1998, Vol. 5: 530) . In a sense, space is compressed, but communication with a short story requires no less time than reading of a narrative or even a novel.
And the space of the "dwarf" can "explode"
with new and super-new meanings. As soon as the reader get in touch with it, the story literally draws him into its multidimensional semantic field. Its associations, allusions, covert or overt 
